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(2).	Her	concept	of	a	“reconstructed	humanism”	(22)	that	retains	the	emphasis	of	togetherness	and	forward	momentum	of	its	namesake	while	making	space	for	a	collective	of	different	ways	of	thinking	and	being	ties	into	Teresa	de	Lauretis’s	concept	of	“micropolitical	practice”	or	“local	resistance.”	These	ideas	stem	from	an	acknowledgment	that	the	history	of	feminism	is	one	of	resistance	with	the	goal	of	changing	the	world	in	order	to	make	it	a	better	place,	but	that	it	needs	to	be	done	on	a	smaller	scale	in	order	to	truly	consider	the	specific	oppressions	and	challenges	that	individual	women	face	(Sullivan	27-28).	In	an	attempt	to	practice	“local	resistance,”	all	of	the	performers	in	my	piece	were	local—either	students	at	UMass	or	community	members	from	the	Pioneer	Valley.	I	spent	time	meeting	with	all	of	them	individually	helping	them	to	create	their	pieces.	As	Sue-Ellen	Case	describes	in	Feminism	and	Theatre:		This	personal	dialogue	is	created	by	partners	in	production	rather	than	by	an	absent	author	who	designs	it	for	production	in	front	of	a	reading	or	listening	audience.	It	is	a	dialogue	built	on	mutuality	and	intersubjectivity,	eliminating	any	sense	of	formal	distance	of	representation.	Personal	dialogue	is	not	removed	from	life,	so	it	operates	not	by	mimesis	but	by	enactment.	(46)		The	performers	were	not	only	asked	to	tell	their	own	stories	through	the	lens	of	fairytales,	but	they	were	embodying	their	own	narratives	in	their	voices	or	movements.	This	then	made	the	performance	at	Amethyst	Brook	“a public space 
where many private worlds [could] be seen and heard . . . a public space where the 
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fictional boundaries of the past [could] be our metaphors, rather than our prisons” 
(Thulani Davis quoted in Dolan 150). I was drawing on a radical feminist 
approach by focusing on the stories, experiences, and feelings of individual 






























































































































































































































































































	 Both	women	generously	offered	a	few	blocks	of	time	that	they	were	available	at	the	end	of	April,	much	like	how	I	had	previously	made	myself	available	at	set	times	for	meetings.	I	knew	that	we	were	close	to	the	end	of	the	semester	so	the	participants	would	be	busy,	but	I	hoped	that	their	pieces	would	be	mostly	completed	by	this	point,	having	started	the	process	back	in	the	fall.	I	sent	out	several	emails	reminding	the	performers	of	these	resources,	and	the	times	both	women	would	be	available.	Unfortunately,	no	one	took	Corinne	up	on	her	offer	to	meet	and	help	them	work	through	things	or	serve	as	a	test	audience.	Christina	had	only	one	participant	come	who	borrowed	some	costume	pieces	from	the	shop’s	stock.		 I	was	disappointed,	but	not	particularly	surprised.	In	hindsight,	I	realize	that	many	of	the	performers,	while	perhaps	thinking	about	their	pieces	for	many	months,	did	not	have	a	written	script	until	the	week	of	the	performance.		Consequently,	most	of	them	were	not	in	a	place	to	be	polishing	the	performance	of	their	pieces	because	they	were	still	writing	them.	Moreover,	I	have	learned	through	this	process	that	not	everyone	is	as	thorough	about	their	emails	as	I	am,	and	that	I	may	need	to	remind	people	of	many	things	in	multiple	forms,	not	just	via	a	written	email.	In	hindsight,	I	could	have	set	some	required	deadlines	or	group	meetings	with	the	participants	and	Corinne	and	Christina.		 I	also	had	strongly	encouraged	the	performers	to	pull	their	costumes	from	their	own	wardrobes.	This	impulse	was	in	line	with	the	poor	theater	aesthetic	of	the	project.	It	also	stemmed	from	the	fact	that	they	were	telling	their	own	stories	and	so	I	wanted	them	to	still	look	like	themselves,	even	if	dressed	up	because	they	were	talking	about	fairytales	and	not	just	out	for	a	hike	like	the	audience	would	be.	
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A. Claudia	Nolan	I	have	loved	fairytales	for	about	as	long	as	I	can	remember.	I	grew	up	reading	feminist	retellings	of	some	of	the	stories,	and,	of	course,	as	a	‘90s	child,	through	the	eponymous	Disney.	There	were	so	many	things	I	loved	about	them—the	escapism	of	the	stories	took	me	to	far	away	lands	where	magic	was	commonplace,	and	people	could	fight	monsters	and	win.	I	grew	up	with	women	who	wore	pretty	dresses	AND	rescued	themselves.		 I	also	grew	up	spending	a	lot	of	time	in	the	woods.	My	dad	was	an	arborist	and	we	spent	many	weekend	afternoons	out	for	hikes,	sometimes	just	us	and	sometimes	with	the	whole	family.	My	wanderlust	definitely	also	came	from	him—whether	local	or	international,	he	loved	to	go	to	new	places	and	meet	new	people.		 It	wasn’t	until	my	first	semester	of	college	that	I	had	the	opportunity	to	really	
study	fairytales,	though.	I	took	a	class	in	the	English	department	on	The	Hero’s	Journey.	It	was	there	that	I	encountered	the	Icelandic	story	“The	Seal’s	Skin”.	I	had	loosely	been	familiar	with	the	figure	of	selkies,	but	I	had	not	known	the	story	until	then.	Similar	iterations	about	a	seal/woman	exist	in	cultures	in	many	parts	of	the	arctic,	including	an	Inuit	version	as	well.		 The	story	features	a	lonely	fisherman	out	on	his	boat	one	day	when	he	sees	a	group	of	women,	naked,	dancing	on	the	rocks.	They	are	stunningly	beautiful.	He	realizes	that	there	is	a	pile	of	seal	skins	sitting	on	the	edge	of	the	rocks.	He	sneaks	up	and	steals	one,	just	as	the	women	notice	him,	and	quickly	slip	back	into	their	skins	and	glide	away	into	the	water	in	their	seal	form.	One	woman	is	left	behind,	missing	her	skin.	He	takes	her	home	and	makes	her	his	wife	after	hiding	the	skin	deep	in	a	
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chest	in	his	house	that	he	locks	up	tight,	keeping	the	key	on	him	at	all	times.	Time	passes,	and	the	couple	have	a	child.	The	woman	gradually	becomes	more	and	more	sickly.	One	day,	the	man	becomes	complacent	and	forgets	the	key	at	his	house	as	he	leaves	to	go	fishing.	The	woman	takes	her	skin	out	of	the	chest.	She	is	upset	to	leave	her	child	but	needs	to	return	to	the	sea	and	her	family.	It	sings	in	her	veins	and	she	cannot	remain	on	land.	The	man	is	devastated	when	he	returns	home	to	find	her	gone.	In	some	versions	of	the	story,	though,	the	son	is	spotted	sometimes	singing	out	on	the	water,	surrounded	by	a	large	group	of	seals.		 This	story	resonated	with	me	on	a	really	deep	level	when	I	first	read	it,	and	has	stayed	with	me	for	a	number	of	reasons.	I’ve	always	appreciated	stories	that	don’t	necessarily	end	with	a	“happily	ever	after”;	they	reflect	the	realities	of	life.	Moreover,	I	too	for	many	years	have	felt	that	sense	of	unsettledness	that	the	woman	does	while	living	on	land—being	in	grad	school	in	Massachusetts	for	three	years	is	the	longest	I	have	been	anywhere	for	almost	a	decade.	While	I	don’t	know	where	that	“home”	the	seal	wants	to	return	to	is	for	me,	I	understand	that	longing	to	go,	to	wander.	I	crave	that	wild-ish	female	nature	of	belonging	deeply	and	solely	to	myself;	to	know,	and	to	feel	whole.		“Fernweh”	I	believe	is	the	German	term	for	a	longing	for	a	place	where	one	has	never	been.		 It’s	why	I	wear	hiking	boots	under	my	princess	dress.		 	
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J.	Jen	Onopa:	“Little	Red:	Deception,	Death,	and	Rebirth”	
Setting:	I	will	be	sitting	or	standing	hopefully	near	a	tree	on	a	small	blanket	where	I	
will	invite	guests	to	partake	in	joining	me	for	a	bit	of	cake	and	wine,	the	items	which	
were	in	Little	Red’s	basket	for	grandmother.	(If	people	don’t	drink	wine	I’ll	bring	a	
non-alcoholic	alternative	as	well).	
I	will	wear	some	kind	of	red	cape	and,	if	I	can	make	it	happen,	a	hood.	If	I	can	find	
them,	I	will	make	a	pile	of	stones	near	me.	I	might	be	stacking	them	as	I	wait	for	people	
to	come	by.	The	truth	is,	I	don’t	really	love	fairytales.	I	don’t	find	them	as	useful	guideposts	for	living	as	an	independent	and	complex	woman.	The	women	in	most	of	the	fairytales	I	read	as	a	child	were	ingenues	waiting	to	marry	or	evil	stepmothers,	and	little	variation	existed	other	than	these	tropes.	I	don’t	believe	in	fairytale	endings	and	I	don’t	particularly	believe	in	marriage	as	being	the	zenith	of	my	happiness.		I	would	rather,	however,	discuss	the	darker	side	of	fairytales:	the	eating	of	a	poisoned	apple,	the	shoving	of	an	evil	old	woman	into	an	oven,	the	swallowing	of	a	young	girl	by	a	deceptive	wolf	dressed	as	a	granny.	The	viciousness,	the	revenge,	the	deception	of	fairytales	is	where	I	find	more	lasting	narrative	power.	When	reading	certain	fairytales,	I	could	exercise	these	emotions	I	felt	as	a	young	person	that	were	not	allowed	to	be	expressed	with	others	because	it	was	not	polite	and	not	good	behavior.		I	could	experience	the	satisfaction	of	revenge,	such	as	a	woodsman	cutting	open	the	wolf’s	stomach	to	free	Little	Red	(in	the	version	with	which	I	am	most	familiar).		I	was	discouraged	from	enacting	revenge.	I	was	taught	to	‘take	the	
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high	road.’	But	inside	I	dreamed	about	it,	and	I	still	envision	incredible	scenarios	of	revenge	against	people	who	have	wronged	me	or	others	I	know.	I	never	actually	enact	them,	but	I	don’t	deny	thinking	about	them.	So	I	love	stories	where	the	villain	dies	a	horrible	and	truly	satisfying	death.		Little	Red	faces	deception	when	she	reaches	her	grandmother’s	house,	and	I	can	relate	to	feelings	of	deception	that	I	have	faced	when	learning	or	experiencing	certain	harsh	realities	in	life	that	counter	hopes	or	expectations.		Over	the	past	few	years	I	have	met	with	a	very	harsh	reality	about	a	life	expectation	I	have	always	held	and	which	I	now	realize	will	just	not	happen	as	expected.		Most	unrealized	expectations	hurt,	but	this	one	has	been	particularly	stinging	and	difficult.	I	think	about	Little	Red	and	how	she	vulnerably	walked	into	her	grandmother’s	house	expecting	to	see	her	grandmother	and	becoming	tricked	by	the	wolf	and	ultimately	eaten	alive…a	truly	painful	experience!		And	to	think	of	being	alive	while	dead	in	the	wolf’s	belly!	And	to	greet	her	dear	Granny	in	there!	And	then	her	male	savior	came	and	cut	open	the	wolf	and	freed	her,	and	that	part	makes	me	gag,	but	the	idea	of	going	through	a	death	and	rebirth	feels	exciting	and	refreshing.	I	understand	the	death	of	an	expectation	and	a	rebirth	of	new	possibilities	and	of	creative	actions	to	put	it	all	behind	me	and	to	move	forward.		Little	Red	and	her	granny	chose	to	fill	the	wolf’s	belly	with	stones.	I	choose	to	make	theater.	To	possibilities	and	to	theater…		(toast	with	whoever	has	a	cup	with	me)		 	
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K.	Emma	Perakis	You	ever	wonder	‘bout	all	those	pretty	blonde	princesses,	always	getting	their	“happily	ever	after”?	‘Cause	I	do.	I	wonder,	how	the	hell	do	they	do	it?	How	the	hell	do	they	come	to	terms	with	the	fact	that	their	lives	would	otherwise	be	meaningless	without	a	prince?	Growing	up	I	just	never	felt	like	I	would	get	that	perfect	princess	romance,	Disney	really	got	my	hopes	up	with	Belle	but	just	because	you	have	brown	hair	and	like	books	doesn’t	mean	you’ll	ever	be	as	perfect	as	her.	I’ve	thought	this	ever	since	I	was	a	kid,	ever	since	I	couldn’t	have	a	five-inch-waist	or	shiny	golden	hair	flowing	down	past	my	knees.	I	mean,	sure	it	must	be	easy	for	them,	there’s	no	food	up	in	the	tower	so	that	dress	will	fit,	and	there	probably	isn’t	a	barber	trapped	up	there	too	so,	no	haircuts.	But,	what	makes	them	so	special	that	they	always	get	to	ride	off	into	the	sunset?		I	mean	sure,	the	evil	stepsisters	were	bastards	but,	they	cut	off	their	toes	for	“Mr.	Prince	Charming”	and	it	still	wasn’t	enough	for	him!?	Like,	dude,	they	cut	off	their	toes!	For	you!	Now	that’s	dedication.	What	did	Cinderella	ever	do?	Have	a	strange	and,	quite	frankly,	unnatural	relationship	with	some	birds?	Big	whoop,	anybody	can	be	zoophilic	if	they	try	hard	enough.	I	just	don’t	get	it,	men,	or	should	I	say	boys,	in	the	real	world	still	only	want	their	Cinderellas	and	Repunzells,	not	the	ugly	stepsisters.	Sometimes	I	think	that	mirror	on	the	wall	is	my	only	friend,	until	the	voice	on	the	other	side	says	“you’ll	never	be	the	fairest	of	them	all”.	You	know	who	is?	Tiny	blondes	with	soft	voices	and	good	hearts...So,	what	does	that	make	me?	Too	curvy,	too	outspoken,	too...brunette	to	get	my	“happily	ever	after”?	An	ugly	stepsister?	I	have	two	brothers,	so,	I	mean,	what	do	you	think?	*ask	an	audience	
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member*	(Awww,	you’re	lying.	I	know	that	game	/	Does	he	know	I’m	talking	to	him?	Whatever	they	never	say	anything	nice	anyway).	Maybe	someday	we’ll	have	a	princess	who	eats	cheeseburgers	or	plays	a	contact	sport	or	who	isn’t	a	soprano	one!	Maybe...maybe	one	day	I’ll	be	that	princess.	Oh!	Did	you	hear	that!?	Another	prince!	Stall	him	for	me,	will	you?	I’ve	gotta	go	break	another	rib.		
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L.	Izzy	Salant:	“Who	Cares?”	Who	cares?	Who	cares?	I’m	genuinely	asking,	who	the	hell	cares?	Cinderella	got	her	prince,	who	cares?	Snow	white	was	woken	up	from	her	slumber,	who	cares?	Fiona	married	Shrek,	okay	I	actually	care	about	that	one,	but	really,	who	cares?	My	whole	life	I’ve	seen	the	same	story.	There’s	a	princess	in	a	tower/castle/palace/house	and	she’s	guarded	by	a	dragon/witch/evil	stepmother	and	then	the	prince	saves	them	and	whisks	them	away	and	they	live	happily	ever	after.	Does	anyone	see	the	problem	with	this?	Most	of	these	fairytales,	they	met	in	ONE	DAY.	How	the	hell	can	they	have	a	happy	ending	after	that?	Snow	white	was	awoken	by	loves	first	kiss,	except	she	had	met	the	prince	ONCE,	and	he	literally	just	found	her	ASLEEP	and	then	KISSED	HER.	That’s	ridiculously	screwed	up.	And	now	ya’ll	are	gushing	over	them	and	saying	what	a	beautiful	story	it	is,	and	who	the	hell	cares?		Want	a	reality	check?	Life	isn’t	full	of	happy	endings.	Odds	are	your	prince	charming	will	be	a	30	year	old	man	with	an	office	job	with	a	closest	thing	to	a	horse	being	the	logo	on	their	car.	Though,	if	they’re	rich	enough	to	afford	a	Ferrari,	they	might	actually	have	a	horse.	Regardless,	life	isn’t	this	magical	land	of	fantasy	where	everything	works	out	in	the	end.	And	yet	we	let	children	grow	up	learning	this,	until	the	harsh	truth	of	life	hits	them	out	of	the	blue.	One	day	it’s,	“Someday	my	prince	will	come,”	and	the	next	it’s,	“I’m	43,	have	two	kids	and	have	been	divorced	twice.”	We	shouldn’t	be	selling	kids	these	censored	version	of	Grimm	stories	because	ultimately	it	sets	them	up	for	the	one	question	they’ll	ask	every	day:		“Where’s	my	happy	ending?”		
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Well,	where	is	it?	I’ve	lived	through	a	mother’s	suicide,	the	abandonment	of	friends,	two	women	who	let	me	give	them	the	world	until	they	told	me	it	wasn’t	mine	to	give,	and	the	best	I	have	is	content.	I’m	not	upset	where	my	life	is	right	now,	but	I	don’t	have	a	happy	ending.	Fairytales	don’t	prepare	you	for	what	happens	when	you	live	with	a	single	father	for	4	years.	Fairytales	don’t	help	you	when	the	person	you	loved	calls	you	to	say	they’re	in	love	with	someone	else.	Fairytales	are	just	that,	tales.	They’re	stories.	They’re	wonderful	stories,	but	they’re	stories.		Life	isn’t	this	magical	cake	walk.	There’s	no	fairy	godmother	who’s	going	to	bippity	boppity	boo	your	ass	to	happiness.	But	there	is	a	way	to	make	life	seem	magical.		Find	happiness	in	the	little	things,	but	don’t	expect	everything	to	always	be	okay.	Allow	yourself	to	feel	hurt,	allow	yourself	to	LIVE	LIFE,	because	expectations	are	made	to	be	broken,	so	instead	of	waiting	for	your	prince,	princess,	frog,	whatever	you	want,	go	out	and	make	yourself	one.		Now,	if	you’ll	excuse	me,	I’m	going	to	go	back	up	this	tree	to	give	my	spiel	to	the	next	random	group	of	people.	Please	continue	as	you	were.	Or	don’t.	Who	cares?		
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M.	Shaila	Schmidt	
Lights	up	on	GIRL.	GIRL	has	big,	frizzy	curly	and	is	attempting	to	
straighten	it	with	a	flatiron	to	no	avail.	Somewhere	onstage	there	is	an	
imaginary	mirror	that	she	primps	in	front	of.	When	she	addresses	the	
audience	it’s	as	if	she	is	talking	to	friends	we	cannot	see	who	are	also	
getting	ready	with	her.	
	
After	a	few	moments	of	straightening	with	no	result,	she	lets	out	noise	in	
frustration	and	looks	like	she’s	going	to	throw	the	flat	iron.	
	AAARGHHHH.			
Gesturing	with	the	flatiron:	You	know	how	in	Cinderella,	it	only	takes	one	wave	of	the	Fairy	Godmother’s	wand	to	POOF,	transform	dull,	dingy	Cinderelly	into	the	belle	of	the	ball,	Cinderella?	Where	do	I	get	me	one	of	those?		
Goes	back	to	mirror/straightening	her	hair.	
	After	a	moment,	still	straightening:	She	made	it	look	so	easy.	Like	all	I	had	to	was	ditch	my	glasses,	get	new	clothes,	straighten	my	hair…		
(in	defeat)	Why	am	I	even	doing	this?	
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(in	indignation)	Why	AM	I	even	doing	this?		
Continues	to	flatiron	and	address	the	
audience	throughout	the	following:	Life’s	just	not	that	easy,	you	know?	Not	everyone	gets	a	happily	ever	after,	some	fairytale	ending	where	all	the	wrongs	get	righted.	Life	is	messy.	And	complicated.		Prince	Charming	doesn’t	come	riding	in	on	a	white	horse	to	sweep	you	off	your	feet	and	save	you	from	your	awful,	meager	existence.	Or,	if	he	does,	he’s	20	minutes	late	with	no	apology	or	two	years	too	soon	while	you’re	still	in	your	party	girl	phase.			Or,	his	horse	turns	out	to	be	a	fat,	greying	donkey	that	only	seats	one,	so	you	have	to	follow	alongside	him	half	walking,	half	running	to	keep	up.			Or,	what’s	really	more	likely	is	that	they	appear	to	be	the	Prince	Charming	of	your	fairytale	dreams,	but	at	midnight	he	turns	back	into	the	boy	who	teased	you	because	of	your	hair	on	the	bus	to	and	from	school	all	through	elementary	and	middle	school.			Sometimes	you	use	the	fact	that	you	lost	your	glasses	playing	in	the	ocean	as	an	excuse	to	finally	get	contacts,	get	some	tasteful	highlights,	never	let	anyone	see	your	hair	when	it’s	not	straightened,	and	the	slipper	still	doesn’t	fit.	No	matter	how	many	toes	you	cut	off.	Or,	it	fits	like	the	most	comfortable	pair	of	slippers	you’ve	ever	
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stepped	foot	in,	but	the	longer	you	wear	them,	the	more	and	more	your	feet	begin	to	ache.	Or,	they	are	in	fact	a	perfect	fit,	but	they	go	with	absolutely	nothing	in	your	closet.			
Pause.	A	long,	thoughtful	pause	that	maybe	goes	on	long	
enough	that	the	audience	thinks	GIRL	is	done	with	her	
monologue.		
Her	frustrations	and	pessimistic	attitude	softens…		My	transformation	lasted	well	past	midnight	but	never	resulted	in	a	happily	ever	after.	Steph	called	it	“the	summer	I	got	pretty,”	remember?	All	that	work	and	I	somehow,	I	ended	up	with	a	guy	who	actually	loves	my	curly	hair	and	thinks	I	look	good	in	glasses…that’s	not	how	Disney	lead	me	to	believe	I’d	find	someone…		
GIRL	stops	with	the	flatiron,	stares	at	herself	for	a	
moment,	then	begins	wrapping	the	flatiron	as	if	she	is	
putting	it	away.	It	should	be	a	signal	of	some	sort	of	self-
acceptance,	but	not	confident	and	not	defeated	either.	A	
hopeful	sadness	about	her?		I	really	wish	I	believed	in	fairytales,	you	know?	I	hope	that	Cinderella	really	did	live	happily	ever	after,	that	she	was	rescued	in	the	way	she	needed	to	be	rescued…		
	 183	
My	mother	never	read	to	me	at	night.	It’s	not	her	fault—she	had	to	work,	to	provide	for	me	and	my	sister…		But	sometimes	I	wonder,	if	she	had	read	me	some	fairytales,	would	I	believe	in	them?	Would	I	believe	that	everyone	gets	their	fairytale	ending?		
GIRL	goes	back	to	primping	and	pulls	a	wedding	
dress	out	of	a	bag.	She	begins	to	smooth	the	tulle	
and	lay	it	out,	examining	it,	maybe	even	goes	to	
put	it	on…	
	 	
	 184	
N.	Gaven	D.	Trinidad:	“Jack	and	the	Beanstalk”	My	first	book	was	a	copy	of	Jack	and	the	Beanstalk.	My	mother,	who	is	sentimental,	has	collected	artifacts	from	my	childhood	documenting	our	travels,	moving	into	the	East	Village,	as	well	as	my	time	abroad.	Amongst	the	artifacts	is	this	copy	of	Jack	and	the	Beanstalk.	It’s	still	pristine,	except	for	the	edges	of	the	book	that	I	had	drooled	on	as	a	baby.	I	do	have	vivid	memories	of	my	parents	reading	me	this	story,	and	I	wonder	why	this	was	my	first?	My	family	like	Jack’s	started	from	very	modest	means.	They	lived	in	the	provinces	of	the	Philippines	–	farmland,	bamboo	trees,	and	rice	fields.	I	am	what	people	call	a	“satellite	baby,”	a	child	born	to	immigrant	parents	and	then	sent	back	to	the	parents’	home	country	to	be	raised	with	the	benefit	of	having	American	citizenship.	I	lived	my	early	life	as	a	child,	living	between	Manila	and	New	York	City	–	as	my	mother	was	doing	her	best	to	build	financial	stability	for	the	family.	Just	like	Jack,	my	mother	had	dreams	for	me	to	bring	financial	success	to	the	family.	In	many	ways,	this	is	how	she	sees	love.	To	provide.	After	all	the	sacrifice	she	had	made	for	me	to	live	and	go	to	school	in	the	U.S.,	I	want	to	thank	her,	but	maybe	not	in	the	way	that	she	wants.	It’s	been	hard	to	realize	that	I	cannot	be	Jack,	bringing	riches	from	the	sky	to	my	mother.	Nor	can	I	kill	the	Giant,	who	in	my	life	are	the	financial	challenges	to	live	as	an	immigrant	family	in	the	United	States.	As	a	theatremaker,	I	know	I	am	not	in	the	career	for	the	money;	and	it	has	been	difficult	for	my	mother	to	grasp	that	I	will	not	show	her	the	riches	that	she	thought	that	the	family	will	amass	if	she	were	to	raise	a	family	in	the	United	States.	
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I	will	neither	bring	home	a	golden	harp	nor	a	goose	that	lays	golden	eggs.	Please	don’t	confuse	her	expectations	of	money	as	greed,	but	rather	wanting	her	family	to	having	something	more	than	what	she	had.	When	my	mother	and	I	went	to	the	Philippines,	I	discovered	a	collection	of	letters	my	grandparents	had	written	to	my	mother	when	she	went	to	college.	My	grandfather	wrote:	“Poverty	doesn’t	define	you	or	where	you	go	in	life.”	I	don’t	know	if	ever	my	mother	will	ever	see	my	theatre	as	riches	for	the	family,	but	I	do.		
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